the dynamics of the cinematographic industry on the reception of foreign actors reflects and refracts the collective Spanish imaginary at times of intense migration on both sides of the Atlantic.
A rising star
Darín appeared for the first time in the Spanish theatres in 1994 with a film called Perdido por perdido/Nothing to loose directed by Alberto Lecchi. At that time, Argentine films were slowly starting to gain more attention, thanks to the huge success of Un lugar en el mundo/A Place in the World (1992) , a film by Adolfo Aristarain which attracted an outstanding number of half a million spectators in commercial theatres (Colmena 2013; Elena 2011: 42) .
2 Inspired by those figures, and considering that Lecchi was one of the scriptwriters of Aristarain's film, Perdido was destined to be one of only two Argentine films that made it to the big screen that year. Although
Darín's presence in this film was not singled out by the critics at the time, who preferred to focus on the plot and the connections between Lecchi and Aristarain, the seed of Darín's Spanish stardom was being sown in every positive review of the film's performances (such as Torreiro's in 1994) . Moreover, his character, an ordinary middleclass fellow in crisis who cleverly manages to run away with the money and the girl, marked a precedent for his future lovable characters.
Four years later, a co-production with Spain, El faro del sur/The Lighthouse, brought Darín back to Spanish shores. On that occasion, the 1997 Goya Award-winning director Eduardo Mignogna and the promising young Spanish actress Ingrid Rubio caught the press's attention (Villena 1998; Rivera 1998; Torreiro 1998 Overshadowed by the presence of Norma Aleandro and the popularity of Rubio, Darín's work eluded the headlines once again. Nonetheless, his sympathetic middle-aged character stayed in the Spanish audience's imaginary not only thanks to the film's success and its large presence in the media, but also because of his role as a soap opera heartthrob in Rebelde/Rebel (shot in 1989), which was shown on local TV at that time (shown on Channel 5 from 1997 to 1998). This was a role that placed him among the galán actors who were rising in the 1980s and 1990s Spanish film industry, like Imanol
Arias, who was also working in both countries and who contributed to the implementation of a shared star system. 3 Accordingly, Darín's third appearance in Spanish film theatres proved to be the charm. Nueve reinas/Nine Queens (2000) , by
Fabián Bielinsky, represents for many film historians and critics the turning point in Darín's Spanish career (Herbera 2012 intersection of public demand (the star as a phenomenon of consumption) and the producer initiative (the star as a phenomenon of production) ' (2011: 10) . In Darín's case, the dialectical relationship established between production and consumption should be considered, as Dyer has suggested for the star phenomenon in general, in connection to the 'cultural, historical and ideological context to understand where the producers' ideas and images of stardom and of specific stars themselves come from' (Dyer 2011: 17) . In this sense, it is vital to consider the Spanish socio-political and When thinking about the production/consumption dialectics that form the base of the star system, we should also remember that 'stars are images in media texts' (Dyer 2011: 10) . In Dyer's words, 'a star image is made out of media texts that can be grouped together as promotion, publicity, films and criticism and commentaries ' (2011: 60) .
Therefore, in the following sections, different media texts will be analyzed, along with the ways in which they contribute to forming the particular star image of Ricardo Darín within contemporary Spanish film culture. It should be noted that, although they will be mentioned in the course of this article, an actual analysis of his appearences at local film festivals, television programs and alternative circuits would require further special attention, particularly because the stress here will be on his film productions and what they have generated.
The road to success: co-production, distribution, publicity Argentine productions and two are Spanish (see Table 1 ). That is to say that almost seventy per cent of the films that crossed the ocean managed to do so thanks to coproduction entrepreneurship. Nevertheless, as Darín has pointed out, while coproductions have accelerated and facilitated the process, it was tried in the past and did not influence the success of any specific star, 'por eso me gusta creer que está directamente relacionado con la simplicidad de las historias…me parece que se ha conseguido llegar un poco más lejos, al corazón de la gente [that's why I like to believe that it is directly linked to the simplicity of the stories…I think these films have gone a bit further, to people's hearts' (quoted in González Acevedo 2005: 43 Hearn (1987) , Horrocks (1994) and Harris (1995) , she further explained that 'it has become de rigueur to refer to masculinities as experiencing a crisis resulting from the expansion of global capitalism, which undermines patriarchy and men's status in society ' (2012: 11) . Hence, the inner struggles generally experienced by the male characters played by Darín are not related exclusively to an Argentine context, but to the global crisis of masculinities that affects the 'Spanish macho' equally. If we add to this shared broken patriarchy the common language and cultural background between Argentina and Spain, we can fully comprehend how these 'Argentine' characters and stories are 'mediators between the real and the imaginary' (Hayward 1996 In addition to the audience's desires and identification with his characters on and off the screen, distribution has also been an essential element of his public recognition.
Eight out of twelve films that managed to reach the million-euro mark in box-office earnings were distributed by Alta Classics S. L. Unipersonal (see Table 1 for further information on these productions). The company is not only in charge of distribution, but also owns more than one hundred film theatres in six different Spanish cities, thus guaranteeing that its chosen films will be shown. A similar reaction occurred with the film La señal/The Sign, which also received poor reviews from the critics. Although this case was slightly different, because they could not avoid acknowledging that Darín, who directed the film, was the one responsible for that outcome, they still did not mention a bad performance on his part and tried to minimize the damage to his image. In the film magazine Dirigido por…, for instance, it was suggested that: 'Probablemente La señal no sea más que el homenaje que los colaboradores de Mignogna le han querido brindar a su desaparecido colega. De hecho, posiblemente Mignogna hubiera realizado un film muy parecido [La señal is likely not more than an homage that Mignogna's contributors wanted to pay their lost colleague. In fact, Mignogna would have possibly made a very similar film]' (Calvo 2007: 27) . It all seemed to imply that Darín was not really at fault, since he was actually trying to finish one of his master's works, respecting his traditional directives.
Accordingly, his social approval remained untouched as a respected actor inasmuch as it was again separated from a possible fiasco by the critics' commentaries.
However, these positive reactions on the part of the critics are not the only ones that have built Darín's star image. As is well known, 'bad' press is also 'good' press because it brings one's name back into the public arena. This is the case, for example, of Jara Yánez's remarks on El secreto de sus ojos in the illustrious Cahiers du Cinema España: 'el mismo Darín de siempre, con sus aciertos, sus tics y sus errores ya de sobra conocidos [the same old Darín as ever, with his skills, his tics and his already wellknown mistakes] ' (2009: 47) . The controversy that these words generate, especially when compared with other comments that appeared in the press about his performance in this Oscar-winning film, certainly locates Darín at the centre of public discussions.
Nonetheless, these negative statements tend to be the exception within Spanish film criticism, which certifies his star type in Spain as the affable, clever fellow who is liked by everyone.
In general, all these written articles and statements, which promoted a specific film and which had gradually shifted their focus from the film text to Darín's performance and characterization, have been accompanied by specific images. How those images have also changed their focal point over time from general shots to images of Darín's face and body, in parallel with the progression of his star status, should also be considered when analyzing his rise to fame in Spain. Accordingly, in what follows not only will their function as visual aids of written film reviews be considered, but also their function as publicity in themselves which have helped to promote both the films and his persona equally.
An image to remember
It has been analyzed how Darín's star image was configured in Spain diachronically through various factors. This analysis followed Dyer and McDonald's parameters and, accordingly, it used the word 'image' not to refer exclusively to a visual sign, 'but rather a complex configuration of visual, verbal and aural signs' (Dyer 2011: 34) . In this sense, film critics' commentaries and audiences' desires and identification with Darín's characters on and off the screen have constituted, as mentioned earlier, essential pieces of the puzzle of Darín's star status. Additionally, it should be considered that actual images are also key elements of his star configuration because a film star is above all an idealized visual representation. This is probably one of the most frequent areas analyzed in stardom studies. From the early days of the cinematographer, when the Edison
Company put its actors' pictures in popular magazines as publicity for its productions (Staiger 1991: 2-17) through to the present, images have been at the centre of the star system.
The study of the pictures published in Spanish newspapers and magazines to promote a film that includes Darín as part of the cast, demonstrates a tendency to select a medium-shot frame of the actor's face and body. This is not only a common practice in general media but also in the specialized film magazines and journals (see Figure 1 ).
Even though they do not have a sensationalist style whereby body postures and fashion are the main elements used to attract the reader's attention, Darín's image is still used to illustrate the texts because he has become the embodiment of certain social meanings and values which have come to characterize the productions he works on. By becoming an emblem of national celebrity that invites desires and identification, Darín has also become a brand that goes beyond the film texts. This is particularly evident in the activities in which he has been recently invited to participate. These almost imperceptible excerpts are quite significant: they refer to the trickster's life lessons on how to bend the economy amidst a system in decay right at a time of profound economic crisis in Spain. In fact, one of the answers Darín gave in the short interview for the magazine involved how Argentines are accustomed to crisis and that one thing Spanish people had better learn quickly from them is not to be afraid (Maseres 2012: 188) .
If at the time when Nueve reinas and El hijo were released the stories represented for the Spanish spectator a way of grasping that distant reality, now that their socio-political and economic circumstances are closer to the ones portrayed in those films, Darín acquires a new dimension. For this reason, his star status continues to grow and consolidate. Along these lines, Gledhill's thoughts should be considered when she said that 'stars offer not fixed meanings nor role models but a focus in the continuous production and struggle to define and redefine desires, meanings and identities ' (1991: xvii) . Darín manages to keep reinventing himself amidst changing socio-political and economic realities on both sides of the Atlantic. This capacity to adapt to new situations has caused a diversion of the public attention from his fictional roles to his persona, and that can be perceived in his stellar show in sites like Esquire.
Moreover, in November 2012 he was also chosen to be the face of the marketing campaign 'Selecta XV' for the Spanish beer brand San Miguel (see Figure 3) This succinct survey only has the objective of giving a first look at another key component of his local success.
Stars are products of mass culture and, as such, they are social signs that carry cultural meaning and ideological values (Gledhill 1991: xi) . For this reason, it should be noted that talking about a film star is also talking about the system that produces and embraces this star (Sánchez-Biosca and Benet 1994: 5; McDonald 2000) . Accordingly, this article has briefly mapped out how Ricardo Darín rose to stardom in Spanish film culture, and thus the analysis has looked at the host country's socio-economic circumstances. By doing so, this article has examined how the achievement of that star status has reflected the peninsula's social imaginary at a time of intense migratory flow. Additionally, the other aspects mentioned, which are intimately connected with that context, such as the industry's dynamics, the strong network of actors, the characterization and the diegetic 
